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HocnimxenHss 'y cdepi my3uko3HaBcTBa XXI CTONITTS 30cepemkeHi Ha
KOMILJIEKCHOMY OCMUCJEHHI (DEHOMEHIB MHUCTEUTBAa Kpi3b MNPU3MY CYYaCHUX
TEHJEHIIA Ta ICTOPUYHUX KOHTEKCTiB. OcoOnuMBy yBary mpUBEpPTaIOTh
JIOCIIITHUIIbKI HAIPsIMHU, 10 1HTETPYIOTh MPAKTUYHHUM (30KpeMa BUKOHABCHKUMN) 1
TEOPETUYHUN aCTIEeKTH ISl (PAKTHYHOTO OMaHyBaHHS TOTO YM TOTO (PEHOMEHY,
SBUINA, CKJIAJOBUX TBOPYOCTI, y TOMY WYHCIl Taki, IO CIpPSIMOBaHI Ha
NEPEOCMHUCIICHHS YCTAJIEHUX KOHIIENTIB. Y I[bOMY KOHTEKCTI BaKJIMBOCTI HaOyBae
CUCTEMATHU3allis Ta OHOBJICHHS 3HaHb PO XYA0KHbO-ECTETUUHI IPOLIECH, TTOB’ A3aH1
3 TBOPYICTIO BU3HAYHUX KOMIIO3UTOPIB MHUHYJIOrO, 30KpeMa THX, YHH BIUIMB
CYTT€BO TpaHCHOPMYBaB TpaauLii MY3UYHOI KYJbTYpH SIK y CBIM yac Ta U y
1ICTOPUYHOMY KOHTHUHYYMI.

EBomtoriist BokanbpHOTO cTHIIO Bonbdranra Amazaess MomapTa siBiisie€ 3 co0010
OJIHY 3 I[IKaBUX Ta KIIOYOBUX MPOOJIEM MY3MKO3HABCTBa, aJPKE€ il BHUBUCHHS
JIO3BOJISIE PO3KPUTH OarartorpanHHicTh XyaoxHix mporeciB XVIII cromitrs Ta
3pO3YyMITH MEXaHI3MH €CTETUYHHX 1 TEXHIYHUX 3MiH, 110 BHU3HAYWIM PO3BUTOK
BOKAJILHOTO MHCTENTBa Tiel q00u. BokambHa TBOpuicTh Momapra, sika MOeaHye
Tpaauii OapoOKOBOTO CTWIIO, 30KpemMa (EeHOMEH KacTpaTiB, Ta 1HHOBAIIl
KIIACHIIU3MY, TI0Cia€ YHIKaIbHE Miclle y CBITOBiM My3uuHiii KyabTypi. Ii cTuiboBe
Ta TeXHIYHE 6araTcTBO BiIKPUBAE IIHUPOKI MEPCHIEKTUBHU ISl JOCIIIKEHHS MTPOLIECIB
€CTETUYHO1 B3aEMO/II1 PI3HUX ICTOPUYHUX €T10X, a TAKOXK CYTTEBUX TpaHCc(opMallii,

K1 BiIOyBalMcS I[eé NOPH JKATTI KOMIIO3UTOpA. 3 HAsABHUM aKIICHTOM Y



JTOCIIDKEHHSAX 100 omepHoro cmanky B.A. Momapra, Cckm1aaoBi ki
JIEMOHCTPYIOTh JOCSTHEHHS Y BOKAJIbHIM TBOPUYOCTI, JIe MPOSIBUBCSI B3a€EMO3B’SI30K
HOTO CTWIIIO 3 BUKOHAaBCHKUMH TPAIULISIMH OapOKO Ta KJIACUIIM3MY Yy JIHWHAMIII
CMHUCJIOBUX 3MIiH 3aJUINAEThCSI HEJOCTaTHHO BHUCBITIECHUM. Y JIOCIIKCHHI
HaroJIONIEHHO Ha Ba)KJIMBOCTI BUBYEHHS POJI KacTpaTiB sk ¢eHOMEHY 0apOKOBOi
OlepH — TOPIBHAHHSA iXHBOI BOKAJBHOI TEXHIKM 13 CyYaCHUMHU [UJIsI HHX
KOJIOPaTypPHUMH CONPAHO J03BOJISIE TIUOIIE 3pO3yMITH CIIaKOEMHICTh BOKAIBHUX
TpajauIIii 1 1i BIUIMB Ha (hOPMYBaHHSI KOMIIO3UTOPCHKOTO CTUII0 Moriapra, xo4a i
JIMIIAETHCS 11032 MEKaMH KpocaHai3y HayKoBIiB. Lleil actiekT, ikuii Mae 0O4eBUIHY
HAyKOBY Ta BUKOHABCHKY 3HAUYIIICTh, HOTPEOYE MOTTUOICHOTO aHaTI3Y.

Xanp KoHIIEpTHOT apii, 110 pENpe3eHTY€E OJHY 3 HAMOUIbII IHHOBAILIIMHUX Ta
BOJHOYAC BUTOHYCHHX (pOpM BOKambHOI TBOpUYOCTI MormapTa, € MepCrneKTUBHUM
00’€KTOM JIJIsl BUBYEHHS 3 TOUKH 30pY ApaMaTyprii, My3u4yHO-BUPA30BUX 3aCO01B Ta
COIIOKYJIBTYPHOTO KOHTEKCTY. Y IHMX TBOpPAaX CHHTE3 MY3WKH W CJIOBa, a TAKOX
B32€EMO/IISI OPKECTPOBOTO CYNPOBOAY 3 BOKAJIHHOIO MAPTIEI0 JOCITa€ BUHATKOBOTO
piBHS €1HOCTI. JIoCTiHKeHHSI KOHIIEPTHUX apii I03BOJISiE€ BUSIBUTH HE JIUIIIE BIUIUB
0apOKOBUX TpaJMIiil Ha KOMIO3UTOPCHKUI CTWJIb, aje M HOBATOPCBHKI MIAXOAM
MorapTa 10 KOMIO3HIIii BOKaJbHUX MaPTii, K1 BUSHAYMIIN €CTETUKY KIIACUII3MY.

Oco0suBoro 3HaueHHsd HaOyBae aHali3 610rpa)yHOro Ta COLIOKYIbTYPHOTO
KOHTEKCTY BOKaJdbHOI TBOpUYOCTI Morapra, SKHH JO3BOJSIE TPOCTEIKUTH
NepCcoHi(iKaIlio HOro XyJ0KHIX 1 TEXHIYHUX PIIMIEHb Y CHIBIpaIli 3 KOHKPETHUMH
BukoHaBIsIMU XVIII cromitra. BuBueHHs aapecaTiB KOHILEPTHUX apiil, IXHIX
BUKOHABCHKUX MOKJIMBOCTEH, a TaK0X 0OCTaBHH CTBOPEHHS TBOPIB y KOHTEKCTI
B32€MO/IIi KOMITO3UTOPA 3 TOTOYACHUMH MY3UYHHMH MPAKTUKAMU BIJIKPUBAE HOBI
acreKTH po3yMiHHS (opMyBaHHS HOro BOKaJbHOro cTWio. Ilepconidikaris
BOKAJIbHUX TApTiil y TBOpUYOCTI Mormapra CBIIYUTh MPO TIMOOKUMA 3B’S30K MIXK
KOMIO3UTOPCHKUM 33JlyMOM Ta BHUKOHABCHLKOIO 1HTEpIIpETalli€lo, 110 3abe3nedye
IHTerpallio eCTeTUYHUX 1 TEXHIYHUX 1HHOBAIIM y MeKax KIACUIIMCTUYHOIO KAHOHY .

Takuii miaxia He JUIe PO3KPUBAE E€BOJIOLII0 BOKAJILHOTO MUCTELTBA Y TBOPUYOCTI
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Mormaprta, a ¥ CTBOPIOE MATPYHTS IS OCMUCIICHHS CYYacHHX BHUKOHABCHKUX
CTpaTeriil y KOHTEKCT1 ICTOPUYHOI CITaIIIUHH.

Y nmochimkeHHi po3risiHyTOo (pakTopu GOpMyBaHHS 1HIMBIAYyaldbHOCTI
Bonbdranra Amanes MouapTta, sik 6aratorpaHHuii Mpoliec, M0 1IHTErpy€e OCBITHI,
COILIIOKYJIbTYpHI Ta >KaHpPOBI UYWHHUKM Ta BIUIMBA€ Ha YOCOOJEHHS CTHIIIO
KoMro3utopa. HaronomeHo, 1o My3udHa ocBiTa y Tpamuuisx Hoseda IaiiaHa Ta
MaHTE€WMCBHKOI [ITKOJIM 3aKjajia OCHOBU TEXHIYHOI MaiCTEPHOCTI, TOA1 SIK 31aTHICTh
TpaHC(hOpMYBaTH KaHOHU Yy HOBAaTOPCHKI ()OpMH BU3HAUMJIA YHIKAJIBHICTH HOTO
CTIIIFO. Y KOHTEKCTI PO3BHUTKY BOKAJIBHOTO CTHIJIFO CYTTEBUM BH3HA4YEHA TaKOXK
colliaJibHa HE3aJeXHICTh MonapTa, 30KpemMa BiJMOBa BiJl CTaTyCy HPHUIBOPHOTO
My3UKaHTa, 110, BIACHE, ¥ BIIKPUJIO MPOCTIP JUIsl €KCIIEPUMEHTIB 1 3BEPHEHHS 10
mupinoi ayautopii. Po3Butok myOmiunux koHuepTiB KiHug XVIII cronitrs Hanas
HOMYy MOXJIUMBICTh pEaNi30BYBaTH 171 0€3 THUCKYy MEIEHATIB, IO CHPHUSIO
IHAUBIOyali3alii  TBOPYOCTI. KaMEpHI JKaHpPU CTalId  MIATGOpMOIO IS
MOTIUOJICHOTO XY0KHBOTO CAMOBUPAKEHHSI, e MoIapT mo€IHyBaB HaIllOHAIbHI
Tpaauilii 3 1HHOBaIIMHUMHU KOMIIO3UIIIMHUMHU  PIIIEHHSIMHU. Woro TBOpHU
BUPI3HAIOTHCS IITUOMHOIO TICUXOJIOTIYHOTO 3MICTY Ta €MOIIIITHOI0 HACUYEHICTIO, 10
CTaJIO OCHOBOIO JIJISl ECTETUYHOI TpaHCchOpMaIlii )KaHpiB, TAKUX K KOHIIEPTHA apisi.

VY po0oTi po3riisiHyTO MiCEHHY TBOpUicTh Bonbdranra Amazaes Monapra, sika
MOCIJJa€ BU3HAYHE MICIE Y KOHTEKCTI CTaHOBJIEHHS BOKajabHOT My3uku XVIII
CTOJIITTS, aJ[Ke BOHA CTaja BAXJIMBUM IHCTPYMEHTOM JiJisi (POpMyBaHHS €MOITIHHO-
MICUXOJIOTIYHOT TJUOWHM TMEPCOHAXKIB 1 PO3BUTKY JpamMaryprii y My3HUYHOMY
MUCTEITBI, & TaKOX IMEPEAyMOBOIO JJIsl KpHCTaTi3alli >kaHpa KOHIIEPTHOI apii.
Mormapt MalCTEpHO 3acCTOCOBYBAaB IHTOHAIlIMHI Ta MEJOMIMHI 3aco0u IS
MICUXOJIOTIYHOT JeTai3aiii o0pa3iB, 10 J03BOJIWIO HOMY CTBOPIOBATH CKJIAIHI
MY3U4HI CTPYKTYPH, KOTpPl OJIHOYACHO (PYHKIIIOHYBAJIM SIK MY3WYHA LITIOCTpaLlis
TEKCTY Ta sSIK 3aC10 PO3KPUTTS BHYTPIIIHbOI IUHAMIKU NEepCOHaXIB. Take moeJHaHHS
JIPUYHOTO 1 JPaMaTUYHOIO B KOHTEKCTI IMICEHHUX TBOPIB KOMIIO3UTOpPA CTaJIO

OCHOBOIO IS TIOJAJIBIIOT €BOIIOLI] KO0 BOKAJILHOTO CTHIIIO.



Brnacue, miceHHmi >kaHp B iHTeprpeTarii Momapra ctaB mpoOCTOPOM ISt
EKCTIICPUMEHTIB 13 1HTOHAIIIMHOI apXITEKTYpOI0, TAPMOHIYHUMH KOHTpAcTaMH Ta
JIpaMaTypriyHuMu (PyHKIISIMA My3UYHOTO MaTepiainy. Baromoro xapakTepucTHKOIO
X TBOPIB € iX 3MaTHICTh TMOEIHYBATH TEXHIYHY CKJIQJHICTh 13 TJIIMOWHHUAM
MICUXOJIOTIYHUM 3aHYpPEHHSIM Yy XapakTepu MepCcOoHaxiB. Big3HauaeTbCs TaKoXK
HAsBHICTh 1HHOBAllIWHUX TIAXOMIB JO CTPYKTypH MIiCEHHHX (opm, II0
Bi10OpaXkaroTh Nepiii 03Haku (POpMyBaHHS PO3IMIUPEHOI ApamMaTyprii, KOTp1 3roAoM
3HAMIIIM CBOE€ BUPAKEHHS y OUIBII CKIAQTHUX BOKAJIBHHUX J>KaHpaxX, TaKUX SIK
KOHLIEPTHA apis.

KoHueptha apis, mo cranga KyJbMIHAIUEID PO3BUHYTUX MICEHHUX (PopM,
dbikcye 3HauHUM eTan y Tpancdopmarliii BOKaJabHO1 CTHIII0. MoIapT BUBIB 1€ JKaHp
Ha HOBHUH pIBEHb, IHTETPYIOYM TEKCT, MY3UKYy 1 JApaMaTypriro B €JIUHY
KOHIIETITyaJIbHY IUIICHICTh. OCOOMMBICTIO KOHIIEPTHOI apii B MOro TpaKTyBaHHI
CTaJo 11 BUKOPUCTAHHS SIK IHCTPYMEHTA Ui IETATBHOTO PO3KPUTTS BHYTPIIIHHOTO
CBITYy TMEPCOHAXKa 4Yepe3 CTPYKTYPHO CKIAAHI My3W4uHI (POPMHU, IO OXOILTIOIOTH
pPO3TOPHYTI MEJIOAWYHI TEMH, TapPMOHIIHI KOHTPACTH Ta BUTOHUEHY BOKAJIbHY
TexHIKy. CyTTEBUM MpU I[bOMY JMIIAETHCA NEPCOHIPiKalisl TBOPY, SK yMOBa
TICUXOJIOT1YHOT ¢iM0103y TBOpPY Ta BUKOHABIIS. Lle 103B0IMIT0 HE NuIiie BigoOpa3uTu
€MOILIIiTHy HaIpyry, a i CTBOPUTH Ha CLIEHI 0araTOBUMIpHI MICUXOJIOT14HI TOPTPETH.

Po3risiHyTO B3a€MO3B’SI3KM Y BOKAJIBHO-TEXHIYHUX CIIEHU(PIYHUX CKIIAJOBUX
MIDK TUITAMH TOJIOCIB KAaCTPATIB Ta KOJIOPATYPHHUX COMPAHO, 30KpeMa BU3HAYCHO, I110
MomapT, TpOAOBXKYIOUYH TPAIUIlii KaCTPaTHOTO BHKOHAHHS, PO3BHMBAaB BOKAaJbHI
napTii I KOJIOPaTypHUX COIpPAHO, IO BIJ3HAYATUCS CKJIATHOI TEXHIYHOIO
CTPYKTYPOIO 1 BUCOKOIO €MOIIIITHOI0 BUpa3HICTIO. [lapTii AJis bOro THIY ToJIOCY
MICTUJIM K BIPTYO3HI KOJOpaTypu, Tak 1 IIMOOKI TNCUXOJOTIYHI HIOAHCH, IO
JO3BOJISUTH  CTBOPIOBATH 0OararomapoBi oOpasu, SKi BIANOBIATU €CTETUYHUM
BUMOTaM enoxu. BokalibHe BUKOHAHHS CTaJ0 HE JIMIIEe TEXHIYHUM 3aBJaHHIM, a i
IHCTPYMEHTOM BUPaXEHHS BHYTPIIIHHOTO CBITY MEpCOHaka. MonapToBUM MiaxXij
JI0 BOKAJIBHOI TEXHIKM MICTUB BaXXJIMB1 3MIHHU Yy CITIBBITHOIICHHI TIPUPOJTHOCTI Ta

BIpTyO3HOCTi. BiH mparHyB CTBOpEHHS TapMOHII MK €MOI[IHHOI TIMOMHOIO I



TEXHIYHUMHU MOXKJIUBOCTSAMH TOJIOCY, IIO JO3BOJISIJIO JOCSTaTH JApaMaTHYHOl
MPaBAUBOCTI Yepe3 MPUPOJHICT 3BYyYaHHS. Y KOHTEKCTI IUX 3MIH KOJIOpAaTypHe
COMpaHO, IO 3aMIHMJIO KacTpaTHI MapTii, CTAJ0 BAXJIUBUM €JIIEMEHTOM Y
NIEPETBOPEHHI OMEpPHOi JpaMy Ha €IUHY IUIICHY XYyJIOXKHIO CTPYKTYpYy, B SIKii
TEeXHIYHA CKJIQJHICTh OyJia OPraHiyHO MMO€ETHAHA 3 EMOIIIHHOI0 BUPA3HICTIO.

JlociKeHHs IHIUBIyaTbHUX 0COOTMBOCTEN BUKOHABIIB BOKAJIbHUX MapTIii
y TBopax B. A. Momapra BUCBITIIO€ KOHIENTYaJIbHUNA MiIX1T KOMIIO3UTOpPA O
CTBOPEHHSI BOKAJIIbHUX TMAapTId, SIKUA TPYHTYEThCS Ha IHTErpamii crerupiyHux
BOKQJIbHUX SIKOCTEH KOXKHOTO cHiBIls. Uepes aHami3 1mecTd BUJATHUX BUKOHABIIIB,
30KpeMa Tpbox KactpartiB ([>xoBanni Mawniryosni, Binuenno nens [Iparro, JlomiHiko
benini) Ta Tphox xiHOK (Jloporea byccani, Jlyiza BinbHeB, Mapis Mapkerri-
®danHTOLLHN), AKI BUKOHYBAJIMA POJIl Y IT’ATU ornepax Mouapta, OyJao BUSBIEHO, SIK
KOMITO3UTOP aJIaliTyBaB CBOi TBOPH JI0 BOKAJbHUX MOXJIMBOCTEH KOKHOTO 3 HHX.
[leit iHAMBITyaTi30BaHUN MiAX1J JO3BOJSIB MomapTy MiAKPECIIOBaTH HE JIUIIE
TEXHIYHY MAaWCTEpHICTh BHUKOHABIB, a W (QOpMyBaTh €MOIIITHO HACHYEHY,
JpaMaTypriqyHo BUpPa3Hy MY3HUKY.

Y  BOKanpHUX MapTIAX I KacTpariB  MowmapT — 3acTOCOBYBAaB
YITKOCIIPSIMOBAHUHM MIAX1] 10 BIPTYO3HOCTI, BpaXxOBYHOUM OOMEKEHHS B Jiana3oH1
Ta TEXHIIll r0JIOCIB BUKOHABIIIB. Tak, mys [xoBanHi MaHiryosni B apii «Al mio ben
mi veggio avanti» 3 orepu Ascanio in Alba koMmo3uTop BUKOPUCTOBYBaB HUKUHIA
pericTp, Tozi sik ;i Binuenio aens [Iparto B apii «Il padre adorato» 3 Idomeneo,
re di Creta BigcyTHI ckiIaaHi BIpTyo3Hi ejaeMeHTH. Y Bunaaky 3 Jlominiko Bemini,
Yusl TEXHIYHA MaWCTEPHICTH JIO3BOJISJIAa BUKOHYBATH CKJIAIHI MEJOMINHI JIiHIi,
Morapt cTBOprOBaB OLIBIN BIPTYyO3HI MapTii, K 1€ BUAHO B apii «Parto, ma tu ben
mio» 3 La clemenza di Tito.

VY BOKaJIbHUX TapTISX I KIHOK MolapT TakoX aaanTyBaB KOMIO3UIIIT,
BPaxOBYIOUM BOKaJbHI 0COOJIMBOCTI KOKHOI criiBauku. Jist Jloporea byccani B Le
nozze di Figaro xoMmo3uTop po3poOMB MapTii, IO MiAKPECIIOOTh i BHPAa3HHIMA
TPYAHUI TOJIOC Ta 3AATHICTD JI0 MEPEXO/IIB MIXK PETiCTpaMu, 30Kpema B apisix «Non

SO piu cosa son, cosa faccio» ta «Voi che sapete». Jlns Jlyizu BinbaeB B Cosi fan



tutte MouapT BUKOPUCTaB «TEMHILIUID TeMOp CIiBayKH, 30KpeMa B apisfix «Smanie
implacabili» Ta «E amore un ladroncello», mo migkpecitoBano ii 37aTHICTH 10
JpaMaTUYHUX 1HTEpIIpEeTallii.

Take 1HAMBIAYyali30BaHE BITHONICHHS CIPHUSJIO PO3BHUTKY OIEPHOTO
MUCTEITBA, J03BOJISIOUYM CTBOPIOBATH MY3W4YHI TBOPH, SIKI HE JIMIIE BiAMOBIIAIU
TEXHIYHUM BHMOTaM, aje ¥ MiJCHIIOBAIN ApaMaTypriuny rimoOuHy. SIK 3a3HadyaB
Anwsdpen Eitamreiin, ayis MornapTta BaxIJMBUM OyJI0 HE TITLKHA BOJIOAIHHS TIEBHOIO
TEXHIKOIO, a ¥ BUSBICHHS IHJIUBIAyaJIbHUX XapaKTEPUCTHK TOJOCY, IO
0e3mocepeIHbO BIUIMBAIO HA HOTO KOMITO3UTOPCHKY TPAKTHUKY.

Y poOoTi mpoaHaai3oBaHO Ta PO3TJSHYTO TaKl KOHLEPTHI apii Ta CIIEHU 5K
«Cara, se le mie pene» KV 23, «A Berenice... Sol nascente...» KV 70, «Fra cento
affanni» KV 88, «Alcandro, lo confesso» KV 294, «Popoli di Tessaglia» KV 316
(300b), «Ma che vi fece, o stelle... Sperai vicino il lido» KV 368, «Mia speranza
adorata» KV 416. ta iHmi. AHami3 KoHUEpTHUX apiii 1 cueH B. A. Mouapra
PO3KpPHUBAE €BOJIIOIII0 BOKAJTHLHOTO CTUJIIO KOMIIO3UTOPA, SKUH BUKOPHUCTYBAB lieH
YKaHP JUIS TM1JICUJICHHS TICUXOJIOT13MY TepOiB, 30KpeMa KacTpaTiB 1 KOJOPATypPHHUX
COTIPaHo.

PosrasiHyTo, 110 €BOMIOIIS I[HOTO CTWJIIO BilOOpa)kae JBa eTanu: Ha
paHHbOMY eTami Mouaprt 1ie JOTPUMYEThCS TpaJIuiliii 6apOKOBOI Onepu, 30KpemMa
BUKOPUCTAHHS COJIBHUX KaJICHITIH /IS IEMOHCTpaIlii BAKOHABCHKUX MOKJIMBOCTEH.
[IpoTte 3rooM BiH BiIMOBIISIETHCS B/l KQJCHITIH, CTBOPIOIOYH OB CTPYKTYpPOBaHI
i 3aBepiieH1 BokanbH1 napTii. Cepea ocoOauBoCTel Mmi3HIX apiit MouapTta MoxkHa
BIJI3HAYUTH 3HAYHE PO3MIUPEHHS BOKAIBHOTO Jlana3oHy, OCOOIHMBO y MapTIsX IS
KOJIOPATypHOTO COMPAHO, IO KapJWHAIBLHO BIAPIZHSIIOTHCS Bl apiii OUIBIIOCTI
koMmiio3utopiB X VIII cronitra. MoapT BUKOPUCTOBYBAB HOTH JI0 TPETHOT OKTABH 1
COJIb TPEThOi OKTaBH, IO 3HAYHO PO3IIUPIOBATIO MOMJIMBOCTI XKIHOYOTO TOJIOCY.
Takuii mAXiJ1 CBIAYUTH NPO HOBATOPCHKUM XapaKTep TBOPUOCTI KOMIIO3UTOPA, IKUI
GiKkCyBaB y HOTaXx TEXHIYHI HIOAHCH, IO paHIle 3aJUIIAIMCI Ha PO3CY]

BUKOHABIIIB.



8

Taxum 9yMHOM, TOCTIIKEHHSI BOKAJIbHOT PakTHKU MolapTa BIIKpHUBaE HOBI
MIEPCIICKTUBH JIJIs1 BUBUCHHS B3a€MO/I11 BOKAJIBHUX TEXHIK 1 1X €BOJIIOIIT B KOHTEKCTI
My3u4yHOTO ecteTu3My X VIII cTomiTTd, 30KkpeMa B acmeKTi IHTerpalii TeXHIYHUX Ta
ECTEeTUYHHX 3aca] y GopMyBaHHI UTICHOT KAPTUHU BOKAJILHOT TIPAKTUKH.

KirouoBi cioBa: B.A.MomapT, BOKaJbHUN CTUJIb, BUKOHABCHKHUI CTHUJIb,

KacTpaTH, KOJOpaTypHE CONPaHO, KOHIIEPTHA apisl.
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ABSTRACT

Guo Liting. The evolution of vocal style in the operatic work of W. A.
Mozart. — Qualification research work in the form of a manuscript.

Dissertation for the degree of Doctor of Philosophy in the field of knowledge
02 — Culture and Arts, specialty 025 — Musical Arts. — A.S. Makarenko Sumy State
Pedagogical University. — Sumy, 2025.

Research in the field of 21st-century musicology focuses on the
comprehensive understanding of artistic phenomena through the lens of
contemporary trends and historical contexts. Particular attention is drawn to research
directions that integrate practical (especially performative) and theoretical aspects
to effectively comprehend various phenomena, events, and components of
creativity. This includes those aimed at reinterpreting established concepts. Within
this framework, the systematization and renewal of knowledge about the artistic and
aesthetic processes related to the works of prominent composers of the past gain

significance — especially those whose influence has profoundly transformed the
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traditions of musical culture, both in their own time and within the broader historical
continuum.

The evolution of Wolfgang Amadeus Mozart's vocal style represents one of
the most intriguing and pivotal issues in musicology, as its study unveils the
multifaceted artistic processes of the 18th century and sheds light on the mechanisms
of aesthetic and technical transformations that shaped the development of vocal art
during that era.

Mozart's vocal oeuvre, which blends the traditions of the Baroque style,
including the phenomenon of castrati, with the innovations of Classicism, holds a
unique place in global musical culture. Its stylistic and technical richness offers vast
opportunities for exploring the processes of aesthetic interaction between different
historical periods, as well as the profound transformations that occurred during the
composer’s lifetime.

Although research on Mozart's operatic legacy emphasizes his achievements
in vocal composition, the components that reveal the interplay between his style and
the performative traditions of the Baroque and Classicism within the dynamics of
semantic evolution remain insufficiently explored.

The study underscores the importance of examining the role of castrati as a
phenomenon of Baroque opera. Comparing their vocal technique with that of
contemporary coloratura sopranos provides a deeper understanding of the continuity
of vocal traditions and their impact on the development of Mozart’s compositional
style. However, this aspect has largely remained outside the scope of cross-analysis
in scholarly research. This dimension, which possesses clear scientific and
performative significance, requires in-depth analysis.

The genre of the concert aria, representing one of the most innovative yet
refined forms of Mozart's vocal creativity, serves as a promising subject for study in
terms of dramaturgy, musical expressiveness, and sociocultural context.

In these works, the synthesis of music and text, along with the interaction
between orchestral accompaniment and the vocal line, achieves an exceptional level

of unity. The study of concert arias reveals not only the influence of Baroque
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traditions on Mozart's compositional style but also his innovative approaches to
vocal composition, which shaped the aesthetics of Classicism. Particular
significance lies in the analysis of the biographical and sociocultural context of
Mozart's vocal works, which allows for tracing the personalization of his artistic and
technical decisions in collaboration with specific performers of the 18th century.

The study of the addressees of his concert arias, their performance
capabilities, and the circumstances surrounding the creation of these works in the
context of the composer's interaction with contemporary musical practices reveals
new dimensions of understanding the formation of his vocal style. The
personalization of vocal parts in Mozart's compositions highlights a profound
connection between the compositional intent and performative interpretation,
ensuring the integration of aesthetic and technical innovations within the Classical
canon.This approach not only uncovers the evolution of vocal art in Mozart's oeuvre
but also lays the groundwork for rethinking modern performance strategies in the
context of historical legacy.

The study explores the factors shaping the individuality of Wolfgang
Amadeus Mozart as a multifaceted process, integrating educational, sociocultural,
and genre-specific elements that influence the embodiment of the composer’s style.
It is emphasized that Mozart’s musical education, grounded in the traditions of
Joseph Haydn and the Mannheim school, laid the foundation for his technical
mastery, while his ability to transform classical canons into innovative forms defined
the uniqueness of his style.

In the context of the development of his vocal style, significant attention is
given to Mozart’s social independence, notably his decision to step away from the
status of a court musician. This decision effectively opened up space for
experimentation and engagement with a broader audience. The rise of public
concerts in the late 18th century provided Mozart the opportunity to realize his ideas
without the pressure from patrons, further contributing to the individualization of his
artistic expression. Chamber genres became a platform for deeper artistic self-

expression, where Mozart combined national traditions with innovative
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compositional solutions. His works stand out for their profound psychological depth
and emotional intensity, which laid the foundation for the aesthetic transformation
of genres such as the concert aria.

The study examines the vocal compositions of Wolfgang Amadeus Mozart,
which occupy a significant place in the context of the development of vocal music
in the 18th century. These works became a crucial tool for shaping the emotional
and psychological depth of characters and for the development of dramaturgy in
musical art. They also laid the groundwork for the crystallization of the concert aria
genre. Mozart skillfully employed intonational and melodic devices for the
psychological detailing of characters, allowing him to create complex musical
structures that functioned both as a musical illustration of the text and as a means of
revealing the internal dynamics of the characters. This combination of lyricism and
drama in the context of the composer’s vocal works became the foundation for the
further evolution of his vocal style.

Indeed, the song genre in Mozart's interpretation became a space for
experiments with intonational architecture, harmonic contrasts, and the
dramaturgical functions of the musical material. A significant characteristic of these
works is their ability to combine technical complexity with profound psychological
insight into the characters. The study also highlights the presence of innovative
approaches to the structure of song forms, reflecting the early signs of the
development of extended dramaturgy, which later found expression in more
complex vocal genres, such as the concert aria.

The concert aria, which became the culmination of developed song forms, marks a
significant stage in the transformation of vocal style. Mozart elevated this genre to
a new level, integrating text, music, and dramaturgy into a unified conceptual
integrity. A distinctive feature of the concert aria in his interpretation is its use as a
tool for the detailed revelation of the inner world of the character through structurally
complex musical forms, which encompass expansive melodic themes, harmonic
contrasts, and refined vocal technique. The personalization of the work remains

crucial, as it forms the basis of the psychological symbiosis between the work and
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the performer. This not only allowed for the reflection of emotional tension but also
created multidimensional psychological portraits on stage.

The interconnections within the vocal-technical specifics between the types
of castrato voices and coloratura sopranos have been examined, revealing that
Mozart, while continuing the traditions of castrato performance, developed vocal
parts for coloratura sopranos characterized by complex technical structure and high
emotional expressiveness. The parts for this voice type contained both virtuosic
coloraturas and deep psychological nuances, enabling the creation of multi-layered
characters that met the aesthetic demands of the era. VVocal performance became not
only a technical task but also a tool for expressing the inner world of the character.
Mozart's approach to vocal technique introduced important changes in the balance
between naturalness and virtuosity. He aimed to create harmony between emotional
depth and the technical capabilities of the voice, which allowed for dramatic
truthfulness through the naturalness of the sound. In the context of these changes,
the coloratura soprano, which replaced the castrato parts, became an essential
element in transforming operatic drama into a unified artistic structure, where
technical complexity was organically combined with emotional expressiveness.

The study of the individual characteristics of performers of vocal parts in the
works of W. A. Mozart sheds light on the composer’s conceptual approach to
creating vocal parts, which is based on the integration of the specific vocal qualities
of each singer. Through the analysis of six distinguished performers, including three
castrati (Giovanni Manzuoli, Vincenzo del Prato, Domenico Bedini) and three
women (Dorotea Bussani, Louise Villeneuve, Maria Marchetti-Fantozzi), who
performed roles in five of Mozart's operas, it was revealed how the composer
adapted his works to the vocal capabilities of each performer. This individualized
approach allowed Mozart to highlight not only the technical skill of the performers
but also to shape emotionally rich, dramaturgically expressive music.

In the vocal parts for castrati, Mozart employed a precise approach to
virtuosity, taking into account the limitations of the performers' vocal range and

technique. For Giovanni Manzuoli, in the aria "Al mio ben mi veggio avanti" from
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Ascanio in Alba, the composer used a lower register, while for Vincenzo del Prato
in the aria "Il padre adorato” from Idomeneo, re di Creta, there were no complex
virtuosic elements. In the case of Domenico Bedini, whose technical skill allowed
for the performance of intricate melodic lines, Mozart composed more virtuosic
parts, as seen in the aria «Parto, ma tu ben mio» from La clemenza di Tito.

The work analyzes and examines several concert arias and scenes, such as
«Cara, se le mie pene» KV 23, «4 Berenice... Sol nascente...» KV 70, «Fra cento
affanni» KV 88, «Alcandro, lo confesso» KV 294, «Popoli di Tessaglia» KV 316
(300b), «Ma che vi fece, o stelle... Sperai vicino il lido» KV 368, «Mia speranza
adoratay KV 416, and others. The analysis of these concert arias and scenes reveals
the evolution of Mozart's vocal style, in which he utilized this genre to enhance the
psychological depth of the characters, particularly those of castrati and coloratura
sopranos.

It is noted that the evolution of this style reflects two stages: in the early stage,
Mozart adhered to the traditions of Baroque opera, particularly the use of solo
cadenzas to showcase the performers' abilities. However, as time progressed, he
moved away from cadenzas, creating more structured and complete vocal parts. This
shift demonstrates Mozart's growing mastery in integrating the dramatic and musical
elements of the aria, reflecting his innovation in the field of vocal composition.

Among the features of Mozart's late arias, one can note a significant expansion
of vocal range, especially in the parts for coloratura soprano, which differ drastically
from the arias of most 18th-century composers. Mozart utilized notes up to the third
octave and G in the third octave, significantly broadening the capabilities of the
female voice. This approach demonstrates the innovative nature of the composer's
work, as he captured technical nuances in notation that had previously been left to
the discretion of performers.

Thus, the study of Mozart's vocal practice opens new perspectives for
exploring the interaction of vocal techniques and their evolution in the context of
18th-century musical aestheticism, particularly in terms of integrating technical and

aesthetic principles in shaping a cohesive understanding of vocal practice.
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